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THE LITHOGRAPHS OF 
JOHN COPLEY 


“a HE sum of wisdom is, that the time is never lost 
that is devoted to good work. The good workman 
never says, ‘There, that will do’; but, ‘There, that 

is it: try it, and come again; it will last always’... . I 
pronounce that young man happy who is content with 
having acquired the skill which he had aimed at, and 
waits willingly for the occasion of making it appreciated 
to arrive, knowing well that it will not loiter. The time 
your rival spends in dressing up his work for effect, hasti- 
ly, for the market, you spend in study and experiments 
towards real knowledge and efficiency. He has thereby 
sold his picture or machine, or won the prize, or secured 
the appointment; but you have raised yourself into a 
higher school of art, and a few years will show the ad- 
vantage of the real master over the short popularity of the 
showman.” 

These words of Emerson might almost have been ad- 
dressed to Mr. Copley for his encouragement, so aptly do 
they fit his case. It is, indeed, difficult to believe that such 
whole-hearted devotion to the practice of lithography as 
Mr. Copley has shown now for eighteen years can fail of 
its reward, or that his powerful work can miss being ad- 
mired and prized by those who know anything about 
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lithography, to say nothing of those who can appreciate 
style in whatever medium it may chance to be expressed. 

‘‘There is a pleasure in poetic pains which only poets 
know,’’ says Cowper in The Task. But a peculiar pleasure 
is experienced by the lithographer, and of this Mr. Cop- 
ley has drunk deep. This joe de lithographier has sustained 
him in his work, increased with the years, and made of 
him not only an enthusiast for the medium but an 
acknowledged master of it. To borrow a phrase of Haz- 
litt’s from his essay Onthe Pleasures of Painting, ‘the hours 
have passed away untold, without chagrin, and without 
weariness; nor would he ever have wished to have passed 
them otherwise.”’ 

John Copley was born in Manchester in 1875, and as his 
father was then Professor of Botany at Manchester Uni- 
versity, his boyhood days were spent in that city. 

He was taken occasionally to see Ford Madox Brown, 
who, at the time, was painting the famous frescoes in the 
Manchester Town Hall. In Ford Madox Brown's studio a 
replica in oils of one of these frescoes—Wycliffe and John 
of Gaunt—greatly attracted him, and to this day he recalls 
vividly the red cloak and the brandished sword promi- 
nent in it. Something about it greatly stirred him, and it 
was perhaps this picture more than anything else which 
turned his attention to painting and fixed in him the idea 
of becoming an artist, although the very detailed and 
wonderful drawings of fossil plant structures which his 
father used to make in the course of his researches, varied 
when on holidays by landscape sketches, undoubtedly 
played their part in stimulating the lad’s growing interest 
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in art. It was his father who gave him his first lessons in 
drawing, and whilst still at school he took up etching, 
the revival of which was at that time afoot. At the age of 
fifteen he left school, subsequently attending occasional 
classes at the University and also at the School of Art, 
where he received drawing lessons from W. B. Dalton. 
The retirement of his father through ill-health was fol- 
lowed by the removal of the family to London, where, on 
the advice of John Pettie, R.A., young Copley began to 
study under Cope, the portrait painter, and under Watson 
Nichol, the son of Erskine Nichol. Later, about 1892, he 
went to the Royal Academy Schools, studying painting 
almost exclusively, and remaining there until 1897, 
George Clausen and Sir W. B. Richmond being the pro- 
fessors whose teaching influenced him most. In 1898 he 
visited Italy, staying there nearly three years, each un- 
fortunately so chequered by illness that not much in the 
way of actual work was accomplished This visit, how- 
ever, revived and confirmed in him his instinctive love of 
Italian art, which he stoutly maintains is the model and 
affinity of true English art. In 1900 he returned to Eng- 
land and resumed painting there, working on steadily 
until 1906, encouraged and assisted with invaluable ad- 
vice by his friend Herbert Cole, now of Camberwell, a 
very accomplished illustrator. It was then that he re- 
verted to the production of drawings in black-and-white, 
and that the moment ripened for his first attempts at li- 
thography. In that year (1906) he was living at Longfield, 
in Kent, near a great friend, Charles Blake Winchester, a 
retired Anglo-Indian who was doing research work for 
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Sir James Murray in connection with the New Oxford 
Dictionary. When lunching one day with Mr. Winchester 
at ‘‘ Yews,’’ Longfield (the house which Mr. Copley had 
designed for him), the conversation turned to lithography. 

“Tt would be rather nice to make some lithographs, 
don’t you think?’’ said Copley. “‘Do you really mean 
that?’ asked his host; ‘‘ because, if you do, I'll get youa 
press if you like.’’ Copley replied, “‘It is now my turn to 
ask you if you really mean that.’”’ His host affirmed that he 
did. He not only fulfilled this promise and provided the 
press, but he also built a printing-room in which Copley 
could install it and work at it. 

Thus did his first essays in lithography come about. He 
obtained Richmond's Grammar of Lithography—a most effi- 
cient treatise on the technique of the medium—and 
commenced lithography, his first print, The Archeress, 
dating from 1909. It has ever since been Mr. Copley’s al- 
most invariable practice to print his own lithographs, the 
only exceptions being probably the posters. He firmly be- 
lieves that the artist alone is capable of bringing out, in 
the print, the qualities which may be inherent in the 
drawing on the stone. The critical moment in the printing 
of a lithograph, would appear to be that of the inking 
(Cor the ‘‘rolling up,’’ as it is termed), for upon the con- 
sistency of the ink employed, and the manipulation of the 
pressure upon the ink-roller, will depend the quality of 
the ultimate print. The difficulty is thus the very antithe- 
sis of that experienced in the printing of an etching, for 
there it is the “‘retroussage,’’ or wiping of the plate, the 
removal, not the application of ink, which governs the 
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quality of the print. Many of Copley’s early prints will be 
found to bear in the lower margin a small imprint of a 
yew-ttee, indicating that they were printed by him in his 
studio at ‘‘Yews,’’ Longfield. Others again, bear the 
stamp of the Senefelder Club (the letters S and C inter- 
laced) and the number of the proof in its edition. This 
stamp was devised by the Senefelder Club, and it was origi- 
nally intended that every print by the members of the 
Club should bear this device, but the practice was discon- 
tinued after a few years. In the course of 1909, Copley 
produced thirty-one lithographs, including a series of 
twenty-two entitled The Fall and Rise of His Imperial 
Majesty Jacques Démodé, Emperor of the Sahara, of which 
twenty-five sets were issued. Inspired by the recent amaz- 
ing adventures of Jacques Lebaudy, but in reality just a 
peg on which to hang a series of glimpses of modern Lon- 
don life, these lithographs give the first clue to what has 
always fascinated the artist and provided the basis of his 
prints. For in the scenes represented in them it is the ac- 
tions of the figures and the rhythms of their movements 
which have interested him, and that these things still in- 
terest him is proved by his most recent lithograph, Shorn 
Sheep, a study of some sheep walking past. 

The pattern set up and controlled by rhythm of move- 
ment that the artist seeks to portray, obviously changes 
with the speed of the objects under observation; a.man 
walking at four miles an hour, for instance, provides 
quite a different type of form from a man walking at six 
miles an hour. Much, too, may be conveyed by an atti- 
tude. Commenting upon this well-known fact the late 
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William Strang once said to Copley that, in a drawing of 
a man pushing a wheelbarrow, for instance, it should be 
possible from the form of the man to calculate the weight 
of the barrow. We shall appreciate Mr. Copley’s prints 
better, therefore, if we keep before us their principal 
raison d etre. 

As a variation from the conventional method of print- 
ing in black Mr. Copley made at this time a few prints in 
colour, but he soon reverted to the former method in view 
of the greater beauty obtainable in the rich blacks. Of 
these prints in colours, one, A Lavatory, was printed in 
seven, and another, A Tea-shop, in nine colours, each col- 
our from a separate stone. 

In 1910 the Senefelder Club held its first exhibition of 
lithographs. To it Copley sent four of the prints of r909— . 
A Lavatory, A Tea-shop, The Daylight Lamp, and P4tisserie, 
and was greatly encouraged when the first-named of these 
was purchased from the exhibition for the Victoria and 
Albert Museum. And here one may say that the museums 
and art galleries, both of Europe and America, have 
steadily recognized the merit and strength of Mr. Cop- 
ley’s lithographs, for prints by him are to be found in at 
least eighteen museums. The British Museum, for in- 
stance, possesses thirty, and the Victoria and Albert Mu- 
seum forty-four. Moreover, exhibitions of Mr. Copley’s 
lithographs, usually in conjunction with those of Mrs. 
Copley, have been held in London (Goupil Gallery, 
April 1914; Colnaghi & Co., July 1920); and in Chicago, 
by the Roullier Galleries each year from 1921 onwards. 
Eleven lithographs were issued by him in 1910. They 
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include three of his best—A Judge of the Criminal Court 
(printed in colours, from four stones), Interested Specta- 
tors, and Musicians, No. 1. Of these the second is the most 
atresting, and is a really remarkable achievement. Not 
only are the three spectators very amusing types, not only 
is their absorption in the play admirably rendered, but 
the technique is magnificent. This splendid print, French 
somehow in feeling and style, makes one almost regret 
that Mr. Copley is not a Frenchman, for then this and 
many other lithographs by him, the Programme Seller, for 
instance, would certainly by now have been equally appre- 
ciated and acclaimed with those of Manet, Degas, and 
Toulouse-Lautrec; in other words, his recognition would 
have been complete. 

Musicians, No. 1 has a Daumier-like feeling, and a bril- 
liance and richness all its own. Counsel and a Stamp-dealer, 
too, should not, indeed cannot, be overlooked, for it is 
bold both in composition and treatment, and has a keen 
human interest. All these are records of things seen, but 
in two other prints Copley made in 1910—Under the Moun- 
tains and Over the Cities—it is interesting to find that the 
stimulus of looking at mountains in the one case, and the 
derricks and cranes of a city under repair, in the other, has 
translated itself into a representation of human figures. 

During 1911 Mr. Copley became the Honorary Secre- 
tary of the Senefelder Club, an office which he retained 
until r9gr5, filling it with distinction, and steadily assist- 
ing the Club and its indefatigable first President, Joseph 
Pennell, in their very definite and successful determina- 
tion to see lithography obtain proper recognition as one 
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of the most beautiful and direct mediums for the expres- 
sion of an artist’s visions. Of the seventeen lithographs 
which Mr. Copley made during 1911, several were frankly 
experimental, especially the mountain-subjects Pelmo, 
Carrara, and In the Bavarian Alps, and the architectural 
subject Siena. But at least two prints call for special men- 
tion—Two Gentlemen descending to the Stalls and A Dancer 
panting. In these once again there is a massiveness, a 
breadth of conception and design almost foreign to 
English prints, and therefore really comparable only with 
the work of the great Frenchmen we have mentioned, and 
worthy of the same appreciation. 

The print of The Surgeon, in which we see the interior of 
an operating theatre at the Military Hospital, Millbank, 
with an operation in progress, was made possible by the 
kindness of Colonel Pilcher, who gave the artist permis- 
sion to watch the operation. In the room flooded with 
light the only note of colour, contrasting vividly with 
the whiteness of the furniture and linen and the surgeon's 
and nurses’ clothing, was that provided by the jars con- 
taining a mauve-coloured sterilising fluid, and this note 
was thrillingly rendered in the first state of the print. 

The Gala Performance at Covent Garden is a record of the 
performance given on the occasion of King George's 
Coronation. It was done for the Daily Chronicle, though it 
was never published by that newspaper. 

Most of the twenty lithographs which Mr. Copley 
made in 1912 exemplify again his keen interest in rhyth- 
mic movement, for they represent such scenes as men 
swinging hammers, or athletes and lacrosse players 
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preparing for their contests, whilst a series of eight is of 
Pavlova dancing, done from drawings which the artist 
made in the stalls when the famous dancer was appearing 
at the Palace Theatre, in London. Of these the best is 
probably the Pavlova, No. 5, in which she is represented 
dancing in Le Cygne. 

One very striking lithograph of 1912 is of a Dominican 
friar anathematising science. With uplifted arm, and 
striding to and fro on a platform erected in the Church of 
Santa Maria sopra Minerva, Rome, he vigorously de- 
nounces those who would seek to force by intensive cul- 
ture the tree of the knowledge of good and evil, already— 
as it appears to him at least—too full grown. 

Mr. Justice—with a Monocle has some very beautiful and 
unique qualities of technique. White Oxen, the last print 
Mr. Copley made 1n 1912, was drawn on ordinary paper 
and then transferred to the stone, being thus an experi- 
ment, undertaken at the suggestion and wish of Mr. 
Joseph Pennell. 

Towards the end of 1912, Copley re-visited Italy, 
making a stay this time of five weeks. Christmas Day 
found him at Nemi, and New Year’s Day, 1913, at Siena. 
As the fruit of this tour we have several of his finest litho- 
graphs, for what could better proclaim his mastery of the 
medium, or be more remarkable in subject and design, 
than the best prints he made in 1913? Several of them are 
indeed frankly masterpieces, for it would be difficult, if 
not impossible, to find in the whole field of modern li- 
thography, prints to equal his Nemi: Priests of the Sacred 
Grove; Monte Pisano: Olive Gatherers; Rome: The Café Greco; 
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Albano: The Water Carrier; Florence: The Grain Market; 
Calci: Café e consumi; and Navachio: The Deaf Man. They 
stand apart, dignified, unforgetable, unique. Leaving 
aside for the moment the magnificent technical qualities 
of the print, for anything comparable with the first of 
these in its delicate spiritual appeal, one would need to go 
back to the works of the Early Italian Painters. It is a 
creation, outcome of a vision. 

Yet how different it is from Turner’s Golden Bough in 
which also the Lake of Nemi—Diana’s Mirror as the 
ancients called it—figures. “‘No one,’’ says Sir J. G. 
Frazer in The Golden Bough, ‘‘no one who has seen that 
calm water, lapped in a green hollow of the Alban hills, 
can ever forget it.”’ 

Macaulay has pictured it for us in verse thus :— 


“The still glassy lake that sleeps 
Beneath Aricias’s trees— 
Those trees in whose dim shadow 
The ghastly priest doth reign, 
The priest who slew the slayer, 
And shall himself be slain.”’ 


—recalling to us the story of the priest of Nemi’s sacted 
Grove which seems also to have prompted Sir J. G. 
Frazer’s monumental work. 

It is not, however, to this ancient custom and precari- 
ous priesthood, that Mr. Copley directs us. These have 
long since died out. To Mr. Copley the modern Priest 
of the Grove is just the Italian peasant whom he hap- 
pened to see there, and who, by his acceptance of the 
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responsibilities of parenthood had taken upon himself a 
priesthood, the duties of which he must assiduously 
and perspicuously perform, lest his office be wrested from 
him. 

It is impossible, of course, to attempt to describe and 
appraise here all these notable lithographs of 1913, but 
they are outstanding landmarks in Copley’s progress. 
Most of them were done from drawings made by him on 
his return to the hotel of an evening, after the day's wan- 
derings, his memory for the essential features of groups 
and happenings seen en passant being very remarkable. 
The print of The Deaf Man, for instance, recalls an inci- 
dent witnessed by the artist from the top of a tram-car as 
he passed through Navachio, outside Pisa; whilst his 
Genoa: The Marble Priest, was suggested to him by the con- 
trast of tone between this white marble figure in the 
Duomo at Genoa and the black coat of the worshipper he 
saw seated near it. 

In Olive Gatherers the movements of the hands of the 
two men are beautifully rendered, and the whole print 
has a very pleasing quality which recalls in a way the 
phosphorescent colours in Sargent’s landscapes. 

In June 1913, shortly after his return from Italy, Mr. 
Copley married Miss Ethel Gabain, an equally enthusias- 
tic lithographer whose prints he had greatly admired. 
Since that time it has been Mr. and Mrs. Copley’s prac- 
tice to work together, discussing the problems of lithog- 
raphy, exchanging experiences, and experimenting at the 
press-side. It would not have been surprising had one 
found their styles coalesce as a result of this constant 
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association in their work, but with one or two exceptions 
their prints have retained an individual character, both of 
subject and technique. Their latest prints are excellent ex- 
amples of this continued independence. 

Domestic happiness is reflected in four of the fifteen 
lithographs which Mr. Copley made in 1914, whilst of 
the others, two are race subjects, the result of a visit to 
Epsom that year, and are printed in eight colours. Rich 
contrasts of black and white are obtained in The Nativity, 
In the City, and Diners; and in The Sick King the artist has 
attempted an escape from modern costume and trappings 
in the robing of the figures. The first-named of these, The 
Nativity, is curiously Preraphaelite in feeling. Indeed not 
a few of Mr. Copley’s lithographs recall the best moods 
of that wonderful brotherhood. Nineteen-hundred-and- 
fourteen is also a red letter year for Mr. Copley, not only 
on account of the outbreak of war, but also because the 
first joint exhibition of Mr. and Mrs. Copley’s litho- 
gtaphs was held at the Goupil Gallery, Regent Street, 
London, in April that year, the poster for the exhibi- 
tion being an actual lithograph executed by the artists 
jointly. 

The outbreak of the Great War is reflected in Mr. Cop- 
ley’s earliest prints of 1915, the first of which is Recruits, a 
recollection of some of those soul-stirred “‘first hundred 
thousand”’ who marched away to be trained for the grim 
business of modern warfare. Four other prints of that year 
are studies of Belgian refugees in England. Mr. Copley 
produced only nine lithographs in 1915, but in rg16, 
nineteen subjects were completed by him, including eleven 
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further studies of domestic scenes in which the advent 
of his son and heir is recorded. Considerable variety of 
technique is displayed in these prints, The Pianist with its 
rich blacks contrasting strongly with The Son and Vespers, 
for instance, which are in greyer mottled tones. 

Two Florentines, his first print of 1916, was done for 
presentation to the Senefelder Club members, and con- 
stituted what is known as the Lay Members’ Print for 
1916. Collectors sometimes have a suspicion that such 
prints belong to the ** pound of tea’’ category, and it must 
be admitted that they occasionally have some grounds for 
complaint. But no such stigma can attach to this print of 
Mr. Copley’s. It is characteristic in style, and excellent in 
execution. Incidents seen by him en route, remembered, 
and afterwards set down from memory, are again the basis 
of such prints as his Stag yrites (a recollection of a meeting 
of the Aristotelian Society), Changing Gangs (street nav- 
vies at work), and The Black Veil (a remarkable group of 
French people seen in Harrod’s Restaurant). 

Various difficulties encountered in 1917 reduced the ar- 
tist’s output to six lithographs, but these include at least 
two of his bes —Bearers (1st Version) and Women mourning. 
In these a fine sense of design is shown, and we get per- 
haps in them the first suggestion of the form to be taken 
by the series of New Testament prints which Mr. Copley 
has more recently issued. 

Three Ladies at the Opera recalls a little his former litho- 
graph Interested Spectators, and may therefore be consid- 
ered a companion or foil to it, as one chooses. The genesis 
of the large print of that year, A Mam, is the sense of the 
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ripple of the man’s muscles when contrasted with the 
rigidity of the rock forms behind him. 

Eight prints were completed by Copley in 1918, of 
which probably Five Girls and Age are the best. In the for- 
mer there is a most admirable grouping and a pleasing 
frieze-like pattern. In the second there is a moving pathos 
and a quiet beauty, to which the at first almost forbid- 
ding emaciation and gauntness of the figure contribute. It 
is no puny mind which was vouchsafed this vision, or 
saw fit to record it thus. 

In The Ambulance a wounded German prisoner is seen 
being lifted from a Red Cross Ambulance. The composi- 
tion is akin to the Women mourning and Bearers, and was 
no doubt reminiscent of these prints to some extent. 

The first of the twelve prints Copley made in 1919 
is La donna dalla maschera, a study of a friend, Miss Kay 
Robertson, ina harlequin costume. At first sight it resem- 
bles Mrs. Copley’s work, perhaps because of the subject, 
but closer examination reveals its authorship. In the print’s 
first state the curtain in the background was patternless, 
but 1n the two subsequent states the curtain has a floral 
pattern of the kind the artist had introduced into one or 
two of his previous prints—A Luncheon and A Lady stand- 
ing before a flowered Wall-paper, for example—as well as 
into some of Mrs. Copley’s lithographs—the second state 
of Madame Figaro, for instance. 

Apart from Arhletes all the remaining prints of 1919 be- 
long to the series of Madonna subjects which bear Italian 
titles, suggested by his reading of Dante’s Vita Nuova. 
This series extended into r920 and comprises, in all, twenty 
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subjects, of which Due bimbi, a tender and charming 
study of his two little sons, Madonna giacente, most deli- 
cately drawn and graceful, and the Millet-like Madonna 
lavoratrice, are perhaps the best, though all are strikingly 
unconventional and possess intense individuality. 

The subjects chosen for these prints of 1919 and 1920 
are explained partly by the fact that during these years the 
artist was prostrated by heart trouble which necessitated 
continuous rest and made excursions impossible. Forbid- 
den even to draw for more than an hour or so any day, it 
was perhaps natural that when these eagerly anticipated 
hours came round he chose to portray either scenes long 
memorized and now ripe for recording, or else those ma- 
ternal duties and pleasures he daily witnessed in his home. 
This series of Madonna subjects, therefore, not only typi- 
fies the delights and duties of motherhood and parentage 
but has also an intimate personal character, for the chil- 
dren were the artist's own, Peter and Christopher, and he 
has nothing but admiration for the patience they showed 
when posing for him. 

Although he produced fourteen lithographs in 1920, he 
was only able to make one in 1921, owing to his contin- 
ued illness. This was a poster for the London Under- 
ground Railways, and was very bold and attractive. It 
was printed in colours and was intended to advertise St. 
Alban’s by showing a procession in St. Alban’s Abbey. 

By 1922, Copley had regained a fair amount of 
strength, and was able to resume work at more frequent 
intervals. Of his six prints of that year, Men lifting a 
Marble Slab is probably the best, the weight of the slab 
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itself, and the careful slow movement of the workmen be- 
ing extremely well brought out. 

The Subway Stair and Ladies at a Comedy are charactet- 
istic and noteworthy also. 

Last year, 1923, we had from Mr. Copley five remark- 
able lithographs illustrating incidents in the life of Our 
Lord. The treatment is highly unconventional and the 
representations are very arresting. The beautiful tech- 
nical quality and the deep feeling in the two entitled 
Precious Ointment and Mary and Elizabeth soon reveal them- 
selves, whilst the powerful design and the rich contrasts 
of black and white in Jesus and a Woman of the City make it 
plain to us that this is the work of a master. It is evident 
that there is a great deal of thought behind these splendid 
prints; and the high note which they strike quickly rings 
out above that of their extreme unconventionality. 

Mr. Copley’s latest lithograph is Shorn Sheep; to this 
we have already referred. It was done from a drawing 
made last summer in Olantigh Park near Wye, Kent. 

In closing now the review of the 194 lithographs which 
constitute Mr. Copley’s main life-work, it is good to re- 
call the great variety in them, for this alone would be 
sufficient to prove his talent. ‘‘It has often been pointed 
out,’’ says the essayist who wrote under the pseudonym 
of Matthew Browne, ‘that to do the same kind of thing 
over again is a purely commercial idea. The artist-idea is 
to do something fresh; to offer up, not dead things but 
things in which the life is young and glowing.’’ By this 
test Mr. Copley is seen to be a genuinely creative and 
original artist. To some, perhaps, his originality may at 
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first appeat somewhat formidable, and his subjects and 
figures occasionally rather grim and unprepossessing. 
But if one can stay to look again and to look past and be- 
yond such merely superficial barriers, his lithographs will 
assuredly be seen to contain a very distinct and noble 
style and personality, and a dignified, poetic, timeless 
note. For there is a strong poetic strain in Copley which 
is the basis of all his seeing. 


‘The poet’s eye, in a fine frenzy rolling, 

Doth glance from heaven to earth, from earth to heaven; 
And, as imagination bodies forth 

The forms of things unknown, the poet’s pen 

Turns them to shapes, and gives to airy nothing 

A local habitation and a name.” 


This power is given also to the true artist, and Copley 
has it. 

It is a mistake to dismiss a style hastily, simply be- 
cause it is unfamiliar. One must listen for the undertone 
of a deeper style, ‘‘the soul,’’ which, as Flaubert said, 
gives such works their being. It is necessary to dwell 
patiently upon works of art until the fountains of enjoy- 
ment contained in them well up for us. An individual way 
of feeling and seeing compels an individual mode of ex- 
pression, and the more intense the feeling and the vision, 
the more arresting may be their expression. *‘ Absolute 
style,’ says Mr. Middleton Murry, ‘‘is the complete 
realization of a universal significance in a personal and 
particular expression.’ Of Mr. Copley’s feeling and vision 
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there is no doubt; and in the expression of them he has 
achieved a style which is not only personal, but, we may 
believe, permanently admirable and memorable. 

Harotp J. L. Wricut 


Copyrighted. Albert Roullier Art Galleries. 
All rights reserved. 
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Notre.—The number in brackets to right of the title 
indicates the number of proofs in the edition. In a few 
instances these numbers are approximate only. 

The sizes are given in inches, height first, the measure- 
ments being made to the extremities of the actual work, 
as the edges of the stone can seldom be seen in any of the 
prints. 

All the stones are now effaced. 

I desire to acknowledge the invaluable assistance 
afforded me by the artist in the preparation of this list. 
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INSPECTION OF INDUSTRIAL PROSPERITY 
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Tue Dayticut Lamp (Printed in four 
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Tue TAVERN (25) 
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(Printed in four colours) (20) 

Tue Kiss (20) 

Ancer (Signora Duse in “‘La Gio- 
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INTERESTED SPECTATORS (20) 

Unper THE Mountains (20) 
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Musicians (No. 1) @5) 

CouNSEL AND A STAMP-DEALER (21) 
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A Lapy IN THE SUNLIGHT (17) 
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CarRARA (22) 
IN THE BavariAN ALps (22) 
Tue ‘‘Dent BLANcHE’’ (20) 
SIENA CATHEDRAL 
1st State.—Very dark (4). 
and State.—Light bands on pillars 
made clearer (10). 
3rd State.—Whole lightened (21). 
FooTLiGHTs 
1st State.—Outermost shadows faint 
(16). 
2nd State-—These shadows deep- 
ened (10) 
THE SURGEON 
1st State.—Printed in colours (25) 
and State.—Printed in black (13) 


. A Gata PERFORMANCE AT COVENT 
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. San Grmicnano: A Drink (5) 
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. Catcr: Care £ Consumti (25) 
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. Curia: Toe Orive Pruner (25) 

. SrenA: Vicit or New YEzAR (25) 
ALBANO: THE WATER CarRIER (25) 
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1: SEWING (20) 

2: ListENING (20) 
. 3: DrEAMING (20) 
. 4: WarTinG (20) 


. Poster ror Gouri Gatiery, ‘‘Cop- 
LEY AND GABAIN’’ EXHIBITION 


(April 1914) (18) 
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t10. On THE LAWN 1034 X133% 
1st State.—Background light in ; 
tone (16) 
and State-—Background darkened 
(9) 
111. IN THE Pappocx (Printed in eight col- 
ours) (16) I0o’X 9 
112. AFTER THE FrnisH (Printed in eight 
colours) (16) 97BX 9 
I915 
113. REcRUITS 14 X16% 
1st State-—Coats and background 
fairly light (20) 
2nd State.—Lights on these reduced 
@ 
114. ReruGeszs (No. 1) Cin the Street) (19) 1914x114 
115. Rerucezrs (No. 2) (Goods and Chat- 
tels) (20) 1334 X19% 
116. Rerucexs (No. 3) (Guests) (7) PX 
117. Rerucess (No. 4) (The Station) Gaz) 934X138 
118. Booxs (17) 19% X1358 
119. A Frure Prayer (Miss Marjorie Gab- 
ain) 13 34 X 954 


1st State-—Lower half of lace cur- 
tain at left, is dark (17). 
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and State.—Lace curtain now of one 
tone throughout; floor and back- 
ground, darkened (8) 
TureE GIRLS TALKING (14) 
MortHER AND Son (17) 
1916 
Two Frorentines (Senefelder Club 
Lay Members’ Print) (50) 
CuancinGc Ganos (1st version) Fig- 
ures dark (12) 
CHANGING Gancs (2nd version) Fig- 
ures light (24) 
Stupy No. 6: THE ORANGE 
1st State.—Before the alterations to 
figure. (Privately issued) 
and State.—Figure altered (15) 
Stupy No. 7: La Cuatsz Loncus (12) 
Stupy No. 8: Tae Powper Purr 
1st State.—Bottle on table is light 
Gs) 
2nd State.—Bottle and some other 
portions darkened (15). 
Stupy No. 9: Maponna £ BamMBINO 
1st State.—Curtains and floor light 
(BE 
2nd State-—Curtain darker, floor 
light (6). 
3rd State.—Curtain black (9). 
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Srupy No. 11: Tue Lirrte Hercuezs 
(8) 
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Stupy No. 13: Mornine (10) (Pri- 
vately issued) 

Stupy No. 14: Evenine (25) 

Stupy No. 15: A Piatonist @5) 

Srupy No. 16: Vespers (24) 

Sracyrites (A Meeting of the Aristo- 
telian Society) @5) 
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Tue Pianist (22) 

Tue Buacx Veit (17) 

Tue PEKINGESE (16) 
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Brarers (1st version) (20) 
Bearers (2nd version) (18) 
WoMEN MOURNING (Printed with ad- 
dition of slight brown colour) (18) 
Turee LApIEs AT THE OPERA 
1st State.—Before the cloak of front 
figure and shadows of faces were 
lightened (46). 
2nd State.—These lightened (10). 
3rd State—Curtains behind given 
richer tone (10). 
A Luncnron (Deux Belges) 
1st State.-—Chair at lower left, be- 
yond table (5). 
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and State.—Chair removed (18). 
A Man (19) 
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A Lapy sTANDING BEFORE A FLOWERED 
WALL-PAPER (9) 
A GIRL SITTING IN THE TWILIGHT 
1st State.—Light in tone (7). 
2nd State—Darkened somewhat (15). 
TENNIS PLAYERS 
1st State.—Before the figures and 
faces were lightened (13). 
2nd State.—These lightened (13). 
Five Girts (20) 
AGE (20) 
Tue AMBULANCE (20) 
Stupy No. 17: Tue Lemon Sxirt (5) 
(Privately issued) 
Tue Lemon Sxirt on a Sora (5) (Pri- 
vately issued) 
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La Donna patta Mascuera (Miss 

Kay Robertson) 

1s¢ State—No pattern on curtain 
(9). 

and State.—Flowered pattern on 
curtain (11). 

3rd State.—Pattern enriched (11). 
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. ATHLETES (9) 233% X18 & 
. Due Creature (21) SAX 3% 
. MapoNnNa BACIANTE (30) 7u4X 54a 
. MaponNa LAVORATRICE (22) 7 eae 
. MascHio E BAMBINO CORRENTI (22) TAX 5% 
. Maponna SEDUTA 834X 5% 


1st State —Background light (8) 
2nd State—Background dark, lower 
left corner dark (20). 
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. MADONNA PROTETTRICE (24) 13,34 X1034 
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RisO DI MADONNA (20) 9 O65 
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SOGNO DI MADONNA 20% X10% 
1st State.—Before dark pattern in 
ground behind head (10). 
2nd State.—With this pattern (11). 
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TRAVELLERS 
1st State.—Eyes of woman on right 
are visible in shadow (4). 
2nd State—Eyes of woman ob- 
scured; man’s face and trousers 
dark (12). 
SPECTATORS AT A TRAGIC Pray (21) 


A Drink or BEER 
1st State—Coat of man light (4). 
and State—Coat dark (46). 
Two MEN LAUGHING 
1st State-—Before wall in back- 
ground and shadows were dark- 
ened slightly (4). 
2nd State.—These darkened (14). 
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Procession IN St. ALBAN’s ABBEY 
(Poster for Underground Railways) 
(5 signed proofs, remainder un- 
signed) 
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Tue Suspway Stair (18) 
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FIAMMETTA (18) 
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Precious OINTMENT (25) 

SHORN SHEEP (20) 


1234 X16% © 
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INCE its invention by AloysSenefelder in 1798 many 
artists, both amateur and professional, have tried 
their hand at lithography. The list of them includes 

such varied and unexpected names as those of Queen Vic- 
toria, a Bonaparte prince and princess, the Duchesse de 
Berri, Thomas Bewick, Sir David Wilkie, Diaz de la Pefia, 
John S. Sargent, and artists employed by the Salvation 
Army. Not to these, perhaps, but certainly to many, it is 
to be feared lithography was simply the latest novelty, or, 
as Pennell says, “‘merely something to play with before 
supper on a social evening,’’ and their attempts at it 
were, consequently, neither serious nor sustained; noth- 
ing came of them. Moreover, with the exception possibly 
of Daumier and Gavarni, few artists who took up lithog- 
raphy found it very remunerative, even when undertaken 
on commission for purely commercial concerns. It is no 
wonder, therefore, that so few had the courage or desire 
to persevere with it. The very fact also that it was being 
so widely employed for frankly commercial purposes such 
as the printing of music, the reproduction of portraits and 
views, and even the printing of designs upon calico, un- 
doubtedly caused many well-known and capable artists to 
fight shy of it, or despise it, or refuse to go on with it. It 
was against their artistic principles to condescend to 
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hack-work, and we cannot but admire them for their re- 
fusal to relinquish those principles. Lithography was for 
too long the Cinderella of the arts, but her position has 
now improved. The revival of artistic lithography, which 
began about the seventies, has proceeded apace, and it is 
now recognised as a worthy and delightful medium for 
the expression of very varied styles and subjects, well 
worth while as an end in itself. The rediscovery of the 
quality, beauty, and technical excellence of those mag- 
nificent proofs of the lithographs of such masters as Dau- 
mier, Gavarni, and Isabey, which are occasionally met 
with, has finally opened the eyes of both artists and col- 
lectors to the great possibilities latent in this particular 
medium, and has stimulated the production of fine lithog- 
raphy for its own sake. 

Up to the present, however, it has probably been im- 
possible for any artist to exist upon the sale of his or her 
proof lithographs exclusively. Indeed, I cannot recall any 
artists of this generation, except Miss Ethel Gabain and 
her husband, Mr. John Copley, who have even attempted 
to do so. Most of them have always had at least a second 
or third string to their bow; they have been painters, or 
etchers, or both, their income being derived from their 
successful work in these mediums, and their lithographs 
being more or less of a side-line or hobby. On the con- 
trary, with Miss Ethel Gabain lithography has come 
first, her excursions into painting or drypoint or etching 
being infrequent, and, though very delightful, as is 
everything that comes from her hand, not as yet under- 
taken with the idea of exhibition. ‘'I Jove lithography,’ 
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she has repeatedly said to me. “‘The prints are so lovely to 
do, and there are so many subjects I want to get done. One 
is always learning, experimenting, discovering new ef- 
fects.’ She would, I am sure, heartily endorse Seneca’s 
words ‘‘Tam diu discendum est, quamdiu nescias et 
quamdiu vivas,’’ or Mr. Lloyd George’s reminder at Ox- 
ford this year that the fact is that in doing things we dis- 
cover how much more there is to do. For, although she 
has to her credit no less than 255 lithographs, she is very 
modest about the success she has achieved with them, and 
is much more interested in endeavouring to surpass them, 
and to conjure from the medium further beauties to de- 
light our eyes. 

It was in 1906, when a student at the Central School of 
Arts and Crafts, Regent Street, that Miss Gabain first 
became attracted to lithography and produced her first 
prints. She determined, when she entered as a student, 
that she would not fritter away her time dabbling in 
every medium but that she would specialize in whichever 
one appealed to her most. This proved to be lithography 
because of the enormous scope it seemed to her to offer 
and the fact that good drawing was its obvious basis. Her 
first lithograph, Sewing, was a copy of a Japanese print, 
and was undertaken merely as an exercise in the technique 
of drawing on stone. It was printed in colours, from six 
stones, and was succeeded by a copy of the portrait of 
Edward VI. in the National Portrait Gallery. This, too, 
was in colours, being printed from three stones. In The 
Muff she gave early promise of the excellent prints with 
which she was later to delight us. During 1906 also, she 
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attended lithography classes at the Chelsea Polytechnic, 
where she obtained practice in drawing direct upon the 
stone from the model and made her first experiments in 
the printing of lithographs. Since then it has been her al- 
Most unvarying practice to draw thus direct upon the 
stone and to print her own editions, for she is convinced 
that the direct method is far superior to the transfer 
method and that it is really advisable for the artist to 
print his own proofs, if possible, since if he does not him- 
self understand “‘all about the printing,’ and has not had 
considerable practical experience in it, he will not obtain 
the best effects in his prints. For, do what one will, ar- 
range as one will, the first proof invariably looks different 
in tone from the drawing on the stone. The previous 
somehow more greyish appearance of the lithographic 
chalk drawing on the stone surface is now replaced by the 
luminous rich black of the printer’s ink on the print, and 
this sudden access of tone has to be reckoned for. There is 
only one way for the artist to ensure the desired delicacy 
or strength or contrast of tones in the print itself. Solvitur 
imprimendo. Since her marriage Miss Gabain has had dur- 
ing the printing of her editions the inestimable advantage 
of the advice and assistance of her husband, Mr. John 
Copley, himself a cultured artist, a lithographer of the 
first rank, for several years honorary secretary of the 
Senefelder Club which has done so much for the advance- 
ment of lithography both in Europe and America. 

By the end of 1906 Miss Gabain had produced thirty 
lithographs. These, as will be seen from the list, included 
some printed in colours from several stones, a practice 
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which she quickly and almost permanently forsook for 
prints in black. She is not a great believer in lithographs 
in colour. For her, as for most of us, the charm of a litho- 
gtaph lies in the richness of the blacks contrasted with 
the whiteness of the paper, and the subtleties and nuances 
of misty grey intermediate tones, which it is possible to 
obtain in this medium and in it alone. Certainly she her- 
self has succeeded in getting magnificent rich blacks in 
numbers of her prints, and has been rightly praised for 
them. It cannot be denied that it has been the mattness, 
or flatness, or granulated, worn and lifeless appearance of 
so many lithographs that has kept collectors from becom- 
ing enthusiastic about them. So many of the tones seem to 
have had their original surface removed, as it were with 
pumice-stone, and the prints present a very unattractive 
tired appearance. There is nothing duller than a dull lith- 
ograph; but there is nothing more attractive than a bril- 
liant one, and there is no reason why there should not be 
some sparkle in every lithograph. Miss Gabain’s prints 
possess that brilliant technical quality, and apart alto- 
gether from the additional appeal of their attractive sub- 
jects, this would have been bound to secure for them, 
sooner or later, the universal notice and appreciation they 
have obtained. With the exception, then, of the few in 
colours mentioned above and of a few others printed ex- 
perimentally in brown or red, her prints are always in 
black. 

The first of her lithographs to be exhibited were The 
Muff; Scaffolding, University College, London; and A Study; 
these three she showed at the Walker Art Gallery Exhibi- 
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tion, Liverpool, 1906. Others were exhibited by her at the 
Salon des Artistes Francais in Paris, where they were well 
received. Nine subjects were completed by her in 1907, in- 
cluding her first commissioned portrait lithographs, those 
of Mr. and Mrs. Causton. It was not until 1908, however, 
that she really got into her stride, and that we find her 
prints becoming characteristic. In that year she went to 
Paris, and, taking a small studio, worked steadily at 
lithography, attending croquis classes so as to obtain prac- 
tice in drawing from the model. One of her proudest recol- 
lections is of an evening when Steinlen, visiting the class, 
stopped to look at her drawing as he passed and ex- 
claimed: **Tiens! c’est un dessin de lithographe!’’ As she 
knew he had not been told she was working at lithogra- 
phy this encouraged her tremendously. It was during that 
year in Paris, also, that she was recommended to an old 
lithographic printer. With him she served a sort of ap- 
prenticeship, learning from him invaluable wrinkles as 
she helped him print many a brilliant proof from the 
stones entrusted to him. Her own lithograph The Virgin 
of the Column, Musée de Cluny, which was drawn direct on 
the stone in the courtyard at the museum, was printed for 
her by this clever old fellow, and the prints he pulled are 
splendid. Before leaving for Paris she had approached a 
London print-seller with a view to the publication of her 
lithographs. He was not very encouraging. Lithographs, 
he said, were not in demand yet, in England; but he 
thought there might be more chance of placing them in 
Paris, and to that end he gave her an introduction to a 
well-known Paris print-seller. When in Paris, therefore, 
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she presented this introduction and was greatly cheered 
when the Paris print-seller, who she knew was consid- 
ered a very fine judge of both old and modern prints and 
who was specially interested in new work, purchased a 
‘number of her lithographs—‘‘pour encourager les 
autres,’’ as he put it. He showed her, too, his portfolios 
of lithographs by Daumier and others. It was the first 
time she had seen any of these, and naturally she was 
much impressed by them. There is often in her own prints 
a very pronounced French atmosphere; but it does not de- 
rive, I think, from any of the lithographs she saw during 
those student days in Paris. More likely it is her French 
ancestry asserting itself, for she is of French descent, and 
was born at Le Havre on March 26th, 1883. That is also 
probably why she usually elects to give French titles to 
her prints. Anyway, her work is not imitative but origi- 
nal; it has a distinctive cachet and style. As Mr. Campbell 
Dodgson once wrote: “She does not derive from Degas or 
Cézanne. . . . She has learned from France itself, rather 
than from any French artist in particular, the secret of 
grace andcharm. .. . of the value of a light touch and a 
sense of atmosphere and space.”’ 

The twenty-nine prints completed by her in 1908 in- 
clude several remarkably good ones, such as Jeune Juive 
assize, Laveuse de Vaisselle (Coin de I’ Atelier), and Portrait of 
a Little Girl (The Black Hat). Nineteen-hundred-and-nine 
was a blank year, domestic reasons making it impossible 
for her to continue her studies that year; but she resumed 
them in 1910, when she again visited Paris, and made 
drawings of St. Sulpice and the Panthéon direct on the 
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stone, on the spot. Subsequently she went to Concarneau, 
L’ Enfant endormi, one of her best prints, being done there. 
Thirteen lithographs formed her total output that year. 

It should be mentioned that in January rgi1o, the Sene- 
felder Club held, at Messrs. Marchant’s Gallery in Lon- 
don, its first exhibition, and that to this exhibition Miss 
Gabain contributed six lithographs—Madame Jeanne, The 
Mother, Mother and Child, Tired, Coin de I’ Atelier, and The 
Virgin of the Column. 

The beginning of 1911 found her in Paris again, in her 
own little studio, experimenting now with wash litho- 
gtaphs. (The method adopted in this process is to rub 
down lithographic ink, mix it with distilled water, and 
then wash it on the stone with a brush, using the wash 
just as one would use water-colour.) That year she went on 
to Italy, staying about six weeks in and around Florence, 
and returning to England via Switzerland. The drawings 
made by her in Italy and Switzerland were done on trans- 
fer paper as she found it quite impracticable to carry the 
ponderous lithographic stones around with her. These 
drawings were afterwards worked up in her London stu- 
dio—at that time at Brook Green—and were subsequent- 
ly “‘ put down,”’ that is to say, transferred from the paper 
to the stone, by her there. Towers of Florence and The Balus- 
trade are the best of these Italian subjects, and are very de- 
lightful. But the most outstanding print of the twenty 
produced by her in r911 is undoubtedly The Striped Petti- 
coat, which has been widely praised, and is a very typical 
and effective example of her style. It was after seeing this 
print that Messrs. Colnaghi invited her to allow them to 
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become the publishers of her lithographs. Indirectly, too, 
after an interval of some years, it has led to her being 
commissioned to illustrate Jane Eyre with twenty-two 
lithographs of which we shall speak briefly later. No 
wonder a proof of The Striped Petticoat occupies a place of 
honour on the walls of her home! Reproductions of this 
print have appeared, in connection with articles on her 
work, in various books and journals, including Hans 
Singer’s encyclopedic *‘Die Moderne Graphik,’’ 1914. 

One of the last lithographs the artist made in 1911— 

Voices—had a narrow escape from being ruined, for the 
stone split just as the first proof had been printed; but she 
managed to wedge and rope together the two portions 
sufficiently firmly to allow her to print the usual edition 
of twenty-four proofs. Speaking of editions, hers are very 
small, usually twenty-four proofs only. She has found 
this a very convenient number, up to the present, espe- 
cially as she prints the editions herself. After the tirage the 
drawing is effaced by her and the stone is prepared for fu- 
ture use. 

Of the nineteen prints produced by her in 1912 the most 
notable are Caprice, Départ fantastique, The White Door, and 
Aux Bords de la Seine. Any of these four would have been 
sufficient to attest her skill as a lithographer and the qual- 
ity of her art. The White Door was done for ‘‘The Im- 
print,’’ and unsigned impressions of it appeared in that 
paper. 

Nineteen-hundred-and-thirteen was a red-letter year for 
her, as it was in June of that year that she married Mr. 
John Copley. 
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It was upon the introduction provided by Miss Gabain’s 
first exhibits at the Senefelder Club’s exhibitions, and pri- 
marily by her lithograph Lavewse de Vaisselle (Coin de 
I’ Atelier), that she and Mr. Copley became acquainted. 
Theirs was a delightful union, mutually beneficial, its 
happiness frequently reflected in their respective prints. 
In their common devotion to lithography they have 
found a bond which is being strengthened daily as 
they exchange experiences and words of encourage- 
ment, and discuss the problems of their work, such as 
the suitability of new printing-papers, the consistencies 
and tones of inks, the gearing of the press, the graining 
and etching of the stones, the disturbing reactions and 
quaint flukes which occur occasionally during print- 
ing—in fact, the thousand-and-one matters pertaining 
to lithography, and the myriad possible hindrances to 
the production of the perfect print. Their two small 
sons share this enthusiasm for lithography, and lend a 
willing hand when it is a question of ‘‘all hands on 
deck’’ during a busy day’s printing. The elder boy is 
actually called Peter. 

After their marriage Mrs. Copley and her husband set- 
tled at Longfield, Kent, where she completed several 
prints begun in her Brook Green Studio. In the lower 
margin of some of her prints of this period appears a 
small remarque in the shape of a yew-tree, placed there to 
indicate that these particular proofs were printed by her 
at Longfield, their house being called ‘‘ Yews.’’ The yews 
and pergolas and the sundial in the garden at Longfield 
figure in some of these lithographs. 
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Thirteen prints were published by her in 1913, the best 
being La Chambre déserte, the idea for which came to her 
when reading Maeterlinck’s ‘‘Quinze Chansons’’; Revel- 
ders, a reproduction of which appeared in Pennell’s ‘‘Li- 
thography and Lithographers’; Regrets; and Les Désen- 
chantés. Lest anyone seeing this latter—perhaps her finest 
work—should think it an imitation of Forain’s litho- 
graph La Tonnelle, let me say at once that Miss Gabain 
had never even seen a reproduction of it until I showed 
her one myself a few months ago. 

One subject, The Ercher, done by her at this time, was 
drawn on a zinc plate; but she did not care much for this 
method, and it remains her only experiment of the kind. 
In 1914, she produced thirty-one lithographs, which is 
her record for any one year so far. They include two por- 
traits of Mr. Copley, and several of her most attractive 
and typical prints, such as The Linen Cupboard, Stripes and 
Black, The West Wind, Table de Toilette Louts XV., and The 
Mirror. In April of that year a joint exhibition of her work 
and Mr. Copley’s was held at the Goupil Gallery in Re- 
gent Street, the poster for this exhibition being an actual 
lithograph, the joint work of the two artists. 

Then came the Great War, and, her output being some- 
what reduced, we have only seven prints from her in 1915, 
thirteen in 1916, ten in 1917, and seven in 1918. The best 
of the 1915 prints is The Patch. In 1916 she began a succes- 
sion of Pierrot and Columbine subjects which for years 
she had been longing to do. They are all arresting. The 
first of them was Pzerrot, and the most attractive are prob- 
ably Colombine a sa Toilette, Colombine a Paris and Pierrot 
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délaissé. In Le Roi Soleil, a baby in his perambulator sur- 
rounded by sunflowers, we have a glimpse of the artist's 
firstborn, Peter. Une Dame qui se chausse, another print of 
1916, has deservedly proved a great favourite. 

The War found practically no reflection at all in her 
work, the only subject directly suggested by it being one 
she did in 1917, A Munition Worker, in which the drawing 
has been particularly admired. Three prints stand out 
from the remaining nine which she made that year. They 
ate Madame Figaro, The Emerald Ring, and Le Billet-doux de 
Pierrot. Of the first there are two states, the second state 
having the wall in the background patterned with a de- 
sign of foliage and birds. This background is the work of 
Mr. John Copley and bears his initials. Both states are so 
admirable that one is not surprised to hear that several 
collectors decided to purchase a proof of each. Of the 
prints issued in 1918 the best are A Ja belle Etoile and A 
Summer Night, though Madame X has its champions and 
will live. The positions of the stars in A Ja belle Etoile were 
not determined haphazard, but by the aid of a map of the 
stars. 

Among the eight prints which the artist completed in 
1919 we find one Pierrot subject, Pierrot infidéle, and a sub- 
ject again suggested by Maeterlinck’s *‘Quinze Chan- 
sons,’ La lampe éteinte. Le Lorgnon, in any of its three very 
slightly differing states, is probably the best of the eight. 
(Very few of Miss Gabain’s lithographs exist in more 
than one state, it will be observed.) In 1919 the serious 
illness of her husband brought her work almost to a 
standstill for a time, and caused her great anxiety. Mr. 
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Copley’s illness extending into 1920, she was only able to 
make six lithographs that year. One of them reflects 
obliquely both her anxiety regarding her husband's 
health and her devotion to him; it represents an aged 
couple playing Spillikins in the peaceful evening of their 
days. Another—The Art of Travel—was a poster commis- 
sioned by the London Underground Railways, whilst an- 
other—Si l’ Amour 5’ égare ici-bas—was prompted by the 
last poem in Maeterlinck’s ‘‘Quinze Chansons.”’ 

In 1921, Mr. Copley being convalescent, the summer 
months were spent at Wye, Kent, and five of the twelve 
prints done by her that year are landscapes drawn in the 
vicinity of their cottage there, the group of trees in the 
one entitled Lady Trees, being situated in the park oppo- 
site her window. The remaining seven were done during 
the autumn in her Hampstead studio, and include the 
finely drawn Léonie and Le Roman. In the second state of 
the latter, chintz hangings and covers appear, and the ar- 
tist has renamed the print in this state Chinese Lacquer, as 
it recalls, in a curious way, the appearance of Chinese 
lacquer work. 

Except for two lithographs done at the commencement 
of the year and one at the end, 1922 was completely taken 
up with the making and printing of the twenty-two lith- 
ographs illustrating ‘‘ Jane Eyre,’’ of which we have al- 
ready spoken. They were commissioned by Monsieur Ed- 
mond Paix, a French collector and bibliophile, and will 
be published this autumn ina special edition of that novel 
which is being produced for Monsieur Paix by Monsieur 
Léon Pichon of Paris. Of these ‘‘Jane Eyre’’ subjects 
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Adéle dancing, The Orchard, Shopping at Millcote, and The 
Mad Woman ate sute to give great pleasure. 

Since the completion of this series of illustrations to 
‘Jane Eyre,’’ Miss Gabain has published four prints, 
each of them extremely good. They are so varied that it is 
difficult to say which is most likely to be preferred. Chris- 
topher asleep, a drawing of her younger son, is very refined 
and simple, whilst Choix de bottes and Draught-players, her 
most recent prints, show that she has by no means yet ex- 
hausted her range of subjects. Indeed, Miss Gabain has 
undoubtedly obtained many fresh ideas through illustrat- 
ing ‘‘Jane Eyre,’’ and we may confidently anticipate that 
she will continue to delight us with many a distinctive, 
arresting, graceful, inimitable and irresistible print. She 
has long since received the assurance of collectors that her 
prints are acceptable. Successful exhibitions, of her litho- 
graphs and Mr. Copley’s, have been held in London, 
April 1914 CGoupil Gallery), July 1920 (Colnaghi and 
Co.); Glasgow, Apri! 1915 CAnnan); and Chicago, 
March-April 1921, February-March 1922 (Roullier); and 
typical examples of her work are to be found in the Brit- 
ish Museum, and in the Victoria and Albert Museum, and 
in many museums in Europe, America and elsewhere. Her 
natural gifts have been developed by her patient devotion 
to the constant practice of lithography, often amid great 
discouragements and against formidable odds. Now, as 
then, therefore, she assuredly deserves the ‘‘ Bravo! Ethel 
Gabain’’ with which Le Matin acclaimed her when she 
first exhibited in the Paris Salon. From the list which 
follows it will be seen that she has laid many facets of life 
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and nature under contribution for subjects. We have 
glimpses of gardens, sunlit terraces, pine woods, open 
windows, rooms flooded with light, morning sunshine, 
starry skies, summer nights, brides, pierrots, columbines, 
dancers, fashions, toil, mirth, sadness, love, and death. 
Happiness preponderates; there is no lingering sadness 
anywhere. Her joyousness is infectious, reviving in us 
““ces espoirs auxquels nous convie le clair matin ensol- 
eillé.’’ Long may it continue to charm us. 
Harotp J. L. Wricut 


Used by special permission 
of J. M. Dent & Sons Ltd. 
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CHRONOLOGICAL LIST 
Siete Li veOGRAPHS TOR 
ETHEL GABAIN 


Note.—The number in brackets to right of the title 
indicates the number of proofs in the edition. In a few 
instances these numbers are approximate only. 

The sizes are given in inches, height first, the measure- 
ments being made to the extremities of the actual work 
as the edges of the stone can seldom be seen in any of 
the prints. 

All the stones are now effaced. 

I desire to acknowledge the invaluable assistance af- 
forded me by the artist in the preparation of this list. 


H. W. 
1906 
1. Sewine (after a Japanese colour-print) 
(12) 124X 9% 
2. Epwarp VI. (National Portrait Gal- 
lery) (12) 16% X11% 
3. Ruts anp Frurr (6) 164% X11% 
4. A Saitor SMOKING A Pipe (6) 1134 X 1034 
5. Norre Dame, Le Havre (12) 15 xX 9% 
6. Anne Marte (or ‘Jeune Mendiante’’) 
(6) pe ee 8 
7. A Dutca Woman KnirTiNG (5) 19 X14 
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bein; National Gallery) (12) 

Tue Heap oF THE VirRGIN (after Bot- 
ticelli; National Gallery) (12) 
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p’Estr”’ (after Ambrogio de Predis; 
Ambrosiana, Milan) (22) 

Mrs. Rosinson as ‘* CONTEMPLATION ”’ 
(after Sir Joshua Reynolds; Wal- 
lace Collection) (12) 
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Tue PromenabeE (after a Japanese 


print) (a2) 
1907 


TETE DE FemMeE (12) 

Tue Fountain, Hype Parx (18) 

FounTAINS, KENSINGTON (GARDENS 
G8) 

DzsIGN FOR A CoNcERT PROGRAMME 
(24) 

Les petits AMours (Fan Design) (26) 

PorTRAIT OF THE ArTIsT’s FATHER (12) 

Trees AT BusHEy G) 

Portrait oF Mr. Causton (12) 

Portrait oF Mrs. CausTon (12) 


1908 

Heap oF AN ITALIAN WoMAN (6) 

An Iratran Girt (6) 

An Iraxian Girt (Profile) (6) 

An IratiAN Youtu (6) 

Nupe Stupy (6) 

An Iraian Boy (6) 

Portrait oF A Litrre Grru (‘‘The 
Black Hat’) Gi2d 

Tue VIRGIN OF THE CoLuMN, Musée 
de Cluny, Paris 0) 

Tue Brass Kerrie (4) 

Otp Man wits a Fur Cap (3) 
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. Jeune Jurve assise (6) 

. ProFiLe (nude) (12) 

. Tue Litre Jar Qo) 

. SHEET oF STUDIES (1) 

. L’Ennui (Nude Study) G8) 
. Patience (6) 


MapAME JEANNE (9) 
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. Le Pantuéon, Paris (12) 

. A Basy ASLEEP (16) 

. Tgre p’Enrant (12) 

. JEUNE BRETONNE (20) 

. A Breton INTERIOR (6) 

. Veuve Breronne (4) 
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. L’ENFANT ENDORMI (2.4) 

. Premrire CoMMUNIANTE (5) 
. Portrait DE Mitte. P . 
. WartcHine THE TIDE (24) 
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99. Tue Srripep Perricoat (‘‘Le jupon 

rayé’’) (24) 9% X11 
100. Le Cuapeau DE 1911 (24) 11y%yX 7 
ror. Vorces (24) 124%X 7% 
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103. THe Brack BEErie (20) 1234 X 834 
104. Le Lever DE L’OuvrizreE (24) 16 X11’ 
105. AVANT LE Bain (24) 19 “<i 
106. Caprice G0) 163%4 X13%4 
107. SyipHipE (‘‘The Dancer’’) 24) 1334 X10% 
108. Tue Reciuse (12) I14¥’ex 9% 
109. AT THE WinDow (12) 144% XII 
110. D#PART FANTASTIQUE (24) 1434 X11 
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112. Le petit D&yEUNER (30) I5S#X11x% 


1st State-—Before the border line. 
2nd State.-—With the border line. 


113. Les YEUX QUI s'OUVRENT (8) 1734 X14%4 
114. THe Waite Door (24) 8%4X 5% 
I15. TERRASSE ENSOLEILLEE (20) 9 X11% 
116. CHaTEAu GartuarRD: Eventnec (18) 16 XII 
117, Aux Borps DE LA SEINE (18) 16% X21 
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La CHAMBRE DESERTE (2.4) 
RevELLERs (24) 
Recrets (‘‘L’aveu,”’ or “‘Interior’’) 
(6) 
TorLerte (24) 
La Lecrure (‘‘ Model reading’’) (28) 
Sous LE REVERBERE (24) 
Tue Ercuer (1) 
Les DésENCHANTES (18) 
Portrait oF A Basy (6) 
PorTRAIT OF A Basy IN AN ARM- 
CHAIR (6) 
Tue FEATHER (24) 
1st State.-—Before blouse and dress 
and reflections of same were 
darkened. 
2nd State—With these darkened. 
On THE Steps (18) 
On THE Roap (24) 


1914 

Tue Printer (Mr. John Copley print- 
ing lithographs) (24) 

Portrait or Mr. Joun Coptey (‘‘ The 
Blue Jersey’”) (12) 

La RepassEuseE (2.4) 

Tue Linen Cuppoarp (24) 

“SI LES BIJOUX ETAIENT INDISCRETS”’ 


C‘ Les Bijoux’’) (24) 


ES) KEW 
13 XI10% 


174 X11% 
12% X10% 
13 X10% 
ZT AIR 
5 xX 6% 
iy) | 
84X 7% 


834X 8% 
12%X 9% 


17% X12 
18% X15 


15 X19% 
12% XII 

Tk C13 7 
1334 X10% 


1334 X 1034 
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197. MADAME xX, 


NO. 


IO2 


13.9: 
140. 
I4I. 
142. 
143. 
144. 
145. 


146. 
147. 
148. 
149. 
TS5On 
ESI 
L522) 
1530 
154. 
155. 
156. 
E57: 
158. 
159. 
160. 


161. 
162. 
163). 


CATALOGUE 


Tue Yew Tree (24) 

Le Corn pu Canapé (24) 
CuatTTEs (10) 

Tue Stripep CHair (24) 
VISITE MOROSE (24) 
Stripes AND Brack (18) 


Poster For Goupit GALLERY “‘Cop- 


LEY AND GaABAIN”’ 


(Joint work of the two artists) (28) 


EXHIBITION. 


Lz Manteau DE MapaME (24) 


Morninc Sun (24) 


Tue YELLOw GLoves (24) 
Une Finte pe Marie (24) 


Un Corn norr (24) 
REFLECTIONS (24) 
Tue West WinD G6) 


STRIPES AND CHINTZ (2.4) 


TABLE DE TOILETTE Louis XV. (24) 


AFTERTHOUGHTS (24) 


Un Jour Lamp (‘‘Chow’’) 4) 


‘In M’AIME UN PEU . 
REVERIE MATINALE (24) 
Profit FIN (24) 

Tue Sunpiax Imp G0) 


1st State-—Before two tall trees at 


upper left. 


« «” 4) 


2nd State.—With these trees. 


Tue Percora (24) 
Tue Mirror @5) 


Tue Weppine Morn (30) 


1334 X1034 
814 X14 
Il 54 
12% X10% 
Io X1334 
14 X 93% 


27% X20 
13% XI0 
I4. XI0 
10, X15 
It Xi43% 
1034 X13 54 
1334 X10% 
Iz X16% 
20% X1334 
1034 X13%4 
934 X13%4 
11% X10 
1334 X10% 
1o%XI1 
1I5%4X 8% 


TL, QoL 

2%4X11K% 
1334 X 1034 
1434 X11% 
134X104 


NO. 203. LE LORGNON. 3RD STATE 


104 


GATALOGUE 


1st State—The framework of the 
bed is light. 

2nd State-—The framework dark- 
ened and defined. 


. AFFIcHEs (24) 


aA) 


. Portrait or Mrs. MaxweE tt (6) 

. Tre CHEQUERED TABLECLOTH (24) 
. A Lapy anp Her SHapow (24) 

. Berceuse (or ‘Le Berceau’’) 


1st State—Appearance light, sky 
clear (24) 

and State—Darker. Sky dark. 
Window-frame white. Pattern 
on Curtain G) 

3rd State—Darker. Window-frame 
dark. More folds on cot-curtains 


(24) 


. A Lapy anp HER Kwnitrrinc (“A 


lamp, a cupboard, a lady and her 
knitting’) (24) 


. Tue Cras-Appite TREE (24) 
. Tue Patce @5) 


1916 


. Pierrot (4) 
. Au Crarr pe ta Lung (24) 
. Music @4) 


. Un Amour bE Pierrot (24) 


3%X9 


sie ee 
12%xX 8% 
9 207 


13% X10% 


1234 X 954 


1234 X 954 


17%XII 
11% X10% 
154X 8% 


Iq xX 8 
1358X10% 
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NO. 208. PIERROT INFIDELE. 2ND STATE 


106. 


176. 
IF 
178. 


179. 


180. 


Toe 


182. 


183. 


184. 


185. 
186. 
187. 


CATALOGUE 


CoLoMBINE A SA TOILETTE (24) 
Une Dame QUI SE CHAUSSE (24) 
CoLoMBINE A Paris 
PIERROT DELAISSE 
1st State—Colombine’s hair light 
(22) 
2nd State—Colombine’s hair dark. 
Floor lightened G5). 
3rd State.—Background and floor 
darkened. Colombine’s hair again 
light (12). 
Une Corypute (or ‘‘ Education d’une 


Coryphée’’) (24) 


BALLERINE 
1st State —Dark mark at left near 
floor (5). 
2nd State.—This mark scraped down 
Cg). 


Le Roi Sovem 
1st State.—Before head was reduced 
in size (8). 
2nd State.-—Head reduced in size at 
back @4). 
THE SILKEN Wrap (24) 
A Dancer RestInG (24) 


1917 
Un Avo .escent (2.4) 
A Munition Worker (24) 
Mapame Ficaro 


134%4X 9% 
1434 X1134 
1814 X12% 
18% X14¥% 


1034 X1334 
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IL X1334 
13 XIo 
1344X 9 


114X 5% 
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108 CATALOGUE 


1st State.—Before the flowered pat- 
tern on the wall in background 
(3). 

2nd State.—Flowered pattern on the 
wall added. It was drawn by Mr. 
Copley and bears his initials (24) 


188. CoLOMBINE EN VILL’GIATURE (24) 1534 X113%4 
189. THe SONNETEER (24) 12%X 6 
190. Tue Srripep Imp (24) 14° <36ue 
191. L’InviraTIon (24) 14. Sore 
192. THe Emeracp Rinc (24) 134X104 
193. Le Brrtet-Doux bE Pierrot (24) 15 X1034 
194. Un Jour p’Eré (6) 12, “3a 
1918 

195. Tue Brive (6) 1 hag 
196. Le B pé& Prerrot @4) 13%X 9% 
197. Mapame X. (24) iz, eG 
198. A LA BELLE ETorLe (26) 13344X 9% 
199. A Summer Nicut (24) 1334X 9% 
zoo. La Dame aux Bacuss (24) 124% X10% 
201. THe CHEQUERED Scarr (Portrait of 

Mr. John Copley) @) 1337%X 8% 

1919 

202. La R&veusE (24) 8 xX11% 
203. Lz Lorcnon I~%Xx 6% 


rst State.—Wall at left is plain and 
2 in. wide (18). 

2nd State.—Wall reduced to 1% in. 
in width (8). 
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205. 
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209. 
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211. 


212. 
pul es 


214. 


CATALOGUE 


3rd State—Wall at left now has 
flowered paper (18). 
Tue BirDCAGE 
1st State.—Light in appearance, es- 
pecially the cage (2). 
and State—Darker (18). 
La Lampe ETEINTE (24) 
La PorTE cLosE (24) 
Le Don vz 1a Martée (24) 
PIERROT INFIDELE 
1st State.—Before tesselated pave- 
ment (6). 
2nd State —With this (18). 
THE Parrot 
1st State—Floor-line at right 
crooked (4). 
2nd State. —Floor-linecorrected (24). 


1920 


Notre VIEILLEssE (2.4) 
S1 Lr’ AMOUR 8s’EGARE ICI-BAS (2.4) 
Tue New Hart (6) 
Hotrorp Roap 
1st State.—With a bird on the tree 
beyond window (1). 
2nd State.—The bird removed (24). 
Tue Art or Travet (Poster for Un- 
derground Railways) (Five signed 
proofs). 


1544X 9% © 


13% X11 

13}4X 6% 
1458X 9% 
1334 X10%4 


13%4X 9 
1334 XII 
13 X104 


13 X 9% 
13 XG 
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NO. 253. CHRISTOPHER ASLEEP 
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PES. 


216. 
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219. 
220. 
221. 
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224. 


225. 
26: 
Df 


CATALOGUE 
Tue Rattie (36) 


1921 
Tuer Rep-HarreD Musicran (24) 
Tue Farm IN THE Dip, WYE 
1st State.—Sky clear (4). 
2nd State—Clouds in sky above 
farm (24). 
SHEEP ON THE Downs, WYE 
1st State.—Before foreground shad- 
ows were strengthened, and with 
“E. Gabain’’ in foreground at 
lower right (1). 
and State. —Signature removed. 
Some shadows strengthened. Fo- 
liage in foreground defined (24). 
Tue ELM AND THE AsH, WyzE (24) 
Wye, Kent (24) 
Lavy. Trees, Lirrt—e OLANTIGH, WYE 
(24) 
FrrELIGHT (24) 
GAvROCHE (24) 
Lz Roman 
1st State.—Before chintz hangings, 
etc. (24) 
2nd State.—With these (18). 
Title now ‘Chinese Lacquer.”’ 
Lfonie (24) 
L’AusE (24) 


RBVEs D’ APRES-MIDI (2.4) 


107% X13 


8. os 
934 X14 


Io X14 


Iz X 6% 
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1034 X 7 
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Se 


Omer Fabain', 


A SUMMER BREEZE 


iO, Phleele 


114 CATALOGUE 
LO22 

228. THe Hanp-Mrrror (1) 

229. Lronze (profile) (24) 

230.—251. Illustrations to Jane Eyre:— 

230. Tuer Cross-Roaps (Head-piece) 

231. JANE READING Bewicx’s “ BritisH 
Birps’’ 

232. JANE WITH THE DyING GIRL 

233. JANE AT THE WiNDow at Lowoop 

234. On THE Lawn 

235. JANE AIDING ROCHESTER 

236. ROCHESTER LOOKING AT JANE's Draw- 
INGS 

237. ADELE DANCING 

238. Tue Party 

239. THe Fortune TELLER 

240. THe OrcHarp 
1st State.—Foliage and sky light. 
and State.—Foliage and sky dark- 

ened. Jane s'face dark: 

241. SHOPPING AT MILLCOTE 

242. THe Map Woman 

243. JANE WEEPING IN HER Room 

244. JANE WAITING AT THE Cross-Roaps 

245. JANE SLEEPING ON THE Moor 

246. AT THE ScHooL GaTE 

247. St. JoHN Rivers LOOKING AT THE 
MINIATURE 

248. JANE HEARS ROCHESTER CALLING 

249. RocHESTER BLIND 
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LE RETOUR DE 


NO. 264. 


16 


250. 
255; 
252, 


Ue 
254. 
2553 
256. 
OE ie 
258. 
255) 
260. 
261s 
2.62, 
263. 


264. 


CATALOGUE 


JANE KIssING RocuesTER’s HAND 
Tue Hatt (Tail-piece) 
Le petit Monve (24) 


Woks 
CHRISTOPHER ASLEEP (24) 
Cuorx pe Botres (24) 
Tue DrauGcut-Piayvers (24) 
A Winpow AT OLANTIGH (20) 
OLaNnTiIGH TREES (20) 
A Summer Room (24) 
AT THE STILE (24) 
In THE River (12) 
PappLInc (12) 
A SumMMER Breeze (24) 
Lecon DE DANsE 


1st State.—Sky, and panes of tall 


door, unshaded (18). 
and State.—These shaded (24). 


Le Retour bE Pierrot (24). 
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